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IX 

VARIETY  OF  TOUCH  AND  ACCENT 

§  1.  Variety  of  accentuation,  as  a  means  of  de-  but  from    the    fingers    alone — the    hand  or  arm 

veloping    finger    independence,    is    the    technical  should    not    assist.      After    practising    the    same 

feature  of  Exercise  No.   i.     The  accented  notes  accent  scheme  in  both  hands,  independence  will 

should   be    played  with   a   very  strong  impulse,  be    still    further    developed    by    combining    two 


Illustration  No.  1 
I  ^.  . 


VARIANTS   FOR  RIGHT    HAND 


i^^mrm! 


I|I|II|I|M      II 


etc. 


VARIANTS    FOR  LEFT   HAND 


Exercise  No.l 
A 


difFerent  systems  of  accent:  scheme  one  in  the 
right  hand  and  two  in  the  left,  etc.  The  exercise 
should  be  transposed  chromatically.  [§  i>  2] 

The  principles  of  tone  diversity  and  accent 
di-versity  are  combined  in  Exercise  No.  2.  The 
directions  given  for  the  previous  exercise  apply 
here  also.  Practise  first  Division  A  and  the 
variants  for  the  right  hand  shown  in  illustration 
No.  I ;  then  Division  B  and  variants.  Give  special 
attention  to  the  phrasing,  as  indicated  by  the  short 
slurs  and  the  staccato  notes.  [§  3]' 

Study,  Mayer  (page  8] 

§  2.  This  Studv  combines  two  styles  of  touch, 
staccato  chords  and  rapid  legato  finger  passages. 
The  leggiero  character  makes  any  assistance  by 
arm  weight  not  only  superfluous  but  faulty. 
The  scale  passages  in  thirty-second  notes  are  to 
be  regarded  as  technical  units — that  is,  the 
scale  should  sound  as  an  uninterrupted  sweep 
of  notes,  the  same  as  if  it  were  played  glissando. 
The  staccato  notes  and  chords  are  played  with  a 
light  touch.  [§  4] 

Study,  Cramer  [page  12] 

§  3.  This  is  a  perpetual  motion  Study  for  the 
left  hand.  The  passages  are  an  irregular  but 
not  formless  mixture  of  scale,  arpeggio  and  Trill 
figures.  The  change  from  one  design  to  another 
often  requires  quick  and  accurate  readjusment  of 
the  hand  muscles  to  preserve  the  continuity  of 
tone  and  rhythm.  While  the  right  hand  part  is 
much  easier  than  that  for  the  left  hand  it  is 
nevertheless  more  difficult  than  it  appears,  and 
should  be  made  the  subject  of  separate  practice. 
Follow  carefully  the  given  fingering.  The  char- 
acteristic motive  (6)  which  appears  at  several 
places  is  effective  when  well  done.  The  accent 
should  be  pronounced,  the  final  staccato  note  of 
the  figure  made  quite  short.  [§  5] 

Invention,  Bach  [page  14] 

§  4.  This  Invention  is  prrincipally  made  up  of 
two  themes.  The  first  one  enters  in  the  right 
hand  part  at  the  beginning.  The  second  theme 
enters  in  the  same  voice  in  the  third  measure, 
after  the  left  hand  part  has  taken  up  the  first 
theme.  Careful  observance  of  the  slurs  and 
staccato  dots  is  essential.  The  short  phrases 
should  be  enunciated  clearly,  beginning  and 
ending  at  the  exact  places  indicated  by  the  slu?-s. 
The  staccato  in  the  works  of  Bach  and  the  classic 
writers  is  not  so  short  as  the  staccato  used  by 
modern  composers.  Primarily  it  signifies  a  sep- 
aration of  the  tones,  not  necessarily  that  each 
individual  tone  is  to  be  cut  extremely  short.  The 
Double  Inverted  Mordent  in  the  next  to  the  last 
measure  should  be  played  as  shown  in  Illustration 
No.  2.  [§7] 


Illustration  No.  2 


Fantasia,  Mozart  (page  t6) 

§5.  This  Fantasia  is  one  of  the  most  charm- 
ing of  the  shorter  piano  compositions  of  Mozart. 
It  calls  for  refinement  and  a  keen  appreciation 
of  the  delicate  nuances  of  tone  so  essential  to 
the  proper  rendition  of  the  works  of  Mozart. 
The  importance  of  these  contributions  to  the  litera- 
ture of  the  piano  is  recognized  by  the  most  emi- 
nent of  musicians  and  pianists  of  the  present  day. 
As  implied  in  its  name,  a  Fantasia  is  a  work  of 
rather  fantastic  character,  usually  free  in  form. 
Nevertheless,  well  written  Fantasias  are  not  with- 
out formal  balance,  though  they  may  not  adhere 
to  a  prescribed  scheme.  The  present  Fantasia  is 
free  in  form  when  compared  to  the  Sonatas  of  Mo- 
zart's time — but  only  in  this  sense  is  ic  "  fantastic." 
The  last  measures  of  the  Adagio  merit  special 
attention  on  account  of  the  ornaments  arid  the 
arpeggio  passages.  Turns  within  dotted  groups  (52) 
are  played  so  as  to  divide  the  whole  group  into 
four  sixteenth  units,  of  which  the  second  is  a  Trip- 
let. The  third  receives  a  slight  accent,  as  shown  in 
Illustration  No.  3.  The  arpeggio  passage  (53)  may 
be  divided  between  the  hands,  for  stronger  tonal 
effect,  if  desired.    The  Grace  note  in  the  left-hand 

Illustration  No.  3  Illustration  No.  4 

3' 


part  (69)  is  a  short  Grace  note,  or  acciaccatura, 
played  as  shown  in  Illustration  No.  4.       [§  8,  9,  10] 

Tango,  Albeniz  [page  22] 

§  6.  This  Tango  is  one  of  the  more  artistic 
examples  of  this  popular  native  dance,  written 
by  one  of  Spain's  foremost  composers.  The  inter- 
pretation must  be  flexible  throughout,  a  con- 
tinuous but  not  exaggerated  tempo  rubato  per- 
vading the  entire  composition.  Keep  the  melody 
well  in  evidence  by  subduing  the  accompanying 
parts  rather  than  bv  playing  the  melodv  iorte. 
The  peculiar  rhythm  of  an  eighth  note  Triplet  fol- 
lowed by  a  Doublet  oi  eighth  notes,  characteristic  of 
the  Tango,  may  need  careful  attention.  As  played 
in  Latin  countries,  the  effect  closely  resembles  a 
group  of  five  tones  of  equal  duration.  [§  ii| 
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DOUBLE  NOTES 


81.  Under  the  general  term  Double  notes  is 
included  all  combinations  of  two  notes  played 
by  one  hand,  except  Octaves.  The  forms  most 
commonly  met  with  are  Double  Thirds  and 
Sixths,  but  perfect  and  augmented  Fourths  and 
diminished  Fifths  are  by  no  means  rare. 

Double  notes  require   a  high  degree  of  finger 
independence,    and    in    this    lies    their    principal 


difficulty.  Thirds  are  the  easiest.  Sixths  are 
very  difficult,  because  the  muscles  whose  func- 
tion it  is  to  stretch  the  hand  interfere  with  the 
free  action  of  the  muscles  which  move  the  fingers. 
The  problem  is  to  balance  two  opposing  sets  of 
muscles  in  the  same  hand.  [§  i] 

§  2.  Exercise  No.  i  is  very  tiring,  as  are  all  the 
.exercises  in  this  Chapter.     They  should  be  prac- 
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tised  a  little  at  a  time,  alternating  with  other 
forms  of  technic.  Stiffness  in  the  wrist  is  the  prin- 
cipal evil  to  be  guarded  against,  and  at  the  slightest 
symptom  of  it,  practice  should  cease.  [§  2] 

§  3.  The  Trill  in  Double  Sixths  in  Exercise  No.  2 
should  be  played  with  finger  motions  exclusively, 
each  voice  sounding  as  a  perfect  legato  Trill,  as 
though  the  two  Trills  were  played  by  separate 
hands.  As  a  preparation,  or  as  a  relief  from 
fatigue,  practise  the  exercise  in  broken  Sixths. 
Later,  transpose  to  all  Keys,  through  the  Circle 
of  Fifths.  _  [§3] 

§4.  The  Double  Sixths  are  irregularly  grouped 
in  Exercise  No.  3,  wi  h  skips  of  Thirds  and  Fourths 
interspersed  with  the  single  steps.  The  difficulty 
consists  in  maintaining  the  same  legato  as  in  the 
motiin  without  skips.  To  this  end  slow  practice 
is  necessary  at  first.  This  exercise  should  gradu- 
ally be  transposed  to  all  Keys.  The  figure  is 
fatiguing  and  will  overtax  the  muscles  if  persisted 
in  beyond  a  certain  point.  [§  4] 

§  5.  Double  Thirds  and  Sixths  are  combined  in 
Exercise  No.  4.  The  figure  develops  the  stretch 
between  the  first  and  second  fingers,  and  the 
muscles  which  move  the  fingers  laterally  are 
called  into  play  to  a  greater  extent  than  in  former 
exercises.     This  is  evident  in   the  last   two  six- 


teenth notes  in  counts  two  and  four  of  each 
measure,  where  the  second  finger  takes  the  lower 
note  of  one  Sixth  and  the  upper  note  of  the  next. 
This  movement  should  be  accomplished  with  a 
quick,  easy  motion  of  the  second  finger  alone,  the 
fifth  finger  holding  its  key  until  the  first  and  second 
fingers  have  played  the  next  interval.  [§  5] 

§  6.  The  chromatic  succession  of  augmented 
Fourths  and  diminished  Fifths  in  Exercise  No.  5 
should  be  practised  first  in  broken  form.  The 
exercise  also  may  be  extended  throughout  the 
entire  range  of  the  keyboard.  The  succession  in 
its  entirety  consists  of  dispersed  diminished 
Seventh  Chords.  It  should  be  practised  also  with 
4-1  on  the  first  interval  and  5-2  on  the  next;  and 
so  on.  Work  out  the  exercise  with  a  different 
notation,  using  G\>  and  £b  in  place  of  F'^  and 
DS  in  the  first  chord  and  so  on.  [§  6] 

§  7.  Double  Notes  grouped  according  to  chord 
relations  constitute  Double  Note  arpeggios.  Exer- 
cise No.  6  shows  a  figure  of  this  kind.  Slow  and 
distinct  articulation,  with  pronounced  finger  ac- 
tion, should  characterize  the  first  practice.  As 
certainty  is  attained  the  tempo  may  be  increased 
to  the  limit  of  the  player's  ability.  Legato  and 
staccato,  and  different  grades  of  dynamics,  should 
also  be  employed.  [§  ?] 


Exercise  No.  2 


Double  Sixths  in  Quadruple  Groups  [HANON] 
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Exercise  No.  3 


Irregular  Double  Sixths  in  Triple  Groups  [PISCHNA] 
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Exercise  No.  4 


Double  Thirds  and  Sixths  \r.-WSIQ\ 
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Exercise  No.  5 


Chromatic  Series  of  Dispersed  Diminished  Sevenths  [TJUSIG] 


Study,  Cramer  [page  30] 

*?  8.  The  principal  object  of  this  Study  is  the 
attainment  of  an  equal  and  smooth  alternation 
of  the  hands  in  Double  Note  passages.  Play 
with  an  easy  wrist  action;  the  effect  should  be 
melodic  and  flowing,  not  a  meaningless  succes- 
sion of  tones.  Give  each  note  its  exact  value,  and 
no  more.  Avoid  the  tendency  to  prolong  the  first 
and  third  sixteenth  notes  in  each  group.  In  the 
first  sixteen  measures  the  musical  effect  is  that 
of  a  succession  of  Thirds  and  Sixths,  with  an 
accompaniment  which  consists  large'y  of  bass 
notes  in  octaves.  In  the  next  period  the  chromatic 
ostinato  with  crossed  hands  is  the  only  melodic 
idea  to  relieve  what  otherwise  is  only  a  succession 
of  broken  chords.  Observe  the  marked  contrasts 
in  dynamics.  [§  8] 


in  the  music  should  only  be  applied  after  the 
Study  can  be  played  softly,  in  the  indicated 
tempo,  without  tiring.  [§  9] 

Exercise  No.  6       Double  Note  Arpeggios 

3   1   I  f  5  4 


3^1 


Study,  Schmitt  [page 

§9.  Endurance  in  Double  Note  playing  is  re 
quired  in  this  Study.  The  technical  figure  is 
one  which  invites  stiffness  of  the  hand  and  wrist 
muscles  unless  great  care  is  taken  to  guard  against 
it.  As  a  faster  tempQ  is  attempted,  play  softly 
in  order  to  attain  the  requisite  equality  of  touch 
without  stiffness.    The  degrees  of  force  indicated 
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Sonata,  Op.  14,  No.  12,  Beethoven  [pace  36] 
S  10.  This  Sonata  is  a  typical  work  from  the 
so-called  first  creative  period  of  Beethoven. 
Written  while  the  influence  of  Haydn  and  Mozart 
was  still  strong,  there  are  evidences  in  this  work 
that  Beethoven  was  beginning  to  break  away 
from  the  precedents  set  by  his  great  forerunners 
and  to  develop  a  more  individual  style.  This  is 
especiallv  noticeable  in  the  development  section 
of  the  first  movement  and  in  the  last  movement. 
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First  Movement,  Allegro 

The  Principal  Theme  should  be  taken  quietly, 
in  a  smooth,  flowing  manner,  with  no  attempt  at  a 
brilliant  rendition.  In  the  first  few  measures 
observe  the  proper  rhythmic  enunciation  of  the 
melody.  Because  a  long  note  occurs  on  the 
second  half  of  the  first  count,  and  the  accompani- 
ment in  the  left-hand  part  enters  on  this  same 
part  of  the  measure,  there  may  be  a  tendency 
to  treat  this  as  an  accented  count.  A  slight 
pressure  accent  on  the  first  tone  in  the  measure 
will  prevent  this  fault.  This  pitfall  is  shown  in 
Illustration  No.  i,  in  which  the  notation  is  given 
of  how  NOT  to  play  the  opening  Theme  A  slight 
pressure  accent  on  the  first  tone  in  the  measure, 
as  indicated  in  the  music,  will  tend  to  prevent  this, 
but  it  is  only  secondary  to  a  correct  mental  concep- 
tion of  the  composer's  idea. 

Illustration  No.  1 


The  Subordinate  Theme  (26)  enters  in  the 
Key  of  the  Dominant  according  to  the  classic 
rule.  Play  with  a  clear,  singing  tone,  with  equal 
importance  to  each  of  the  tones  forming  the 
Double  Thirds.  The  passage  in  thirty-second 
notes  (41)  should  be  done  with  light,  briUiant 
finger  action  and  absolute  evenness. 

The  Closing  Theme  (47),  a  very  expressive 
melody,  should  be  played  with  a  crescendo  al- 
ternately in  the  right-hand  and  left-hand  parts, 
as  the  phrases  in  eighth  notes  answer  each  other. 

The  Development  Section  begins  with  the 
Principal  Theme  in  G  minor  {^'^.  Seven  measures 
later  it  is  set  against  itself  in  imitation.  A  few 
rheasures  of  this  leads  over  to  a  statement  of  the 
Subtheme  in  B-jiat  major  (74).  We  next  have 
a  freer  presentation  of  the  Principal  Theme  (81) 
in  the  left  hand  with  a  Triplet  accompaniment 
in  the  right  hand.  The  staccato  passages  which 
occur  during  this  development  in  the  left  hand 
should  be  very  marked,  and  the  dynamics  em- 
phatic. After  a  pause  the  Principal  Theme  enters 
as  at  first,  but  in  the  wrong  key  (E-fiat  major) 
for  the  Recapitulation  (98).  The  transitional 
Episode  that  follows  (107)  should  be  played  with 
a  perfectly  flowing  legatissimo  for  the  right-hand 
thirty-second  note  passages.  This  leads  to  an 
Organpoint  on  D,  around  which  a  fragment  of 


the  Principal  Theme  is  sounded.  This  brings 
the  Development  Section  to  a  close  on  the  Dom- 
inant. 

The  Recapitulation  is  an  almost  literal  reproduc- 
tion of  the  Exposition,  except,  of  course,  the  cus- 
tomary transposition  of  the  Subordinate  Theme. 
A  Cadence  (187)  leads  into  the  Coda,  which 
utilizes  fragments  of  the  Principal  Theme.  With 
the  exception  of  the  last  four  measures  the  Coda 
is  built  upon  a  Tonic  Organpoint.  It  is  more 
quiet  in  character,  though  of  the  same  general 
speed  as  the  rest  of  the  movement. 

Second  Movement,  Andante 

The  second  movement  is  an  Andante  with 
Variations.  The  Theme,  in  detached  chords, 
should  be  played  semplice,  with  a  not  too  literal 
interpretation  of  the  staccato  dots.  These  dots 
indicate  that  the  chords  are  to  be  distinctly 
separated,  rather  than  actually  played  staccato. 
They  should  be  taken  with  a  light  pressure 
touch,  followed  by  a  quick  release  of  the  hands. 
In  the  last  four  measures  observe  the  alternation 
of  sforzando  and  piano. 

In  the  first  Variation  the  melody  is  placed  in 
the  upper  notes  of  the  left-hand  part.  It  should 
be  brought  out  slightly,  but  not  by  arpeggiating 
the  left-hand  part  in  order  to  sound  the  upper 
tones  louder.  The  counter  melody  in  *the  jight 
hand  is  played  with  a  slight  portamento  touch. 
It  has  more  significance  than  that  of  a  mere  ac- 
companying voice,  but  should  not  obscure  the 
Theme  in  the  left  hand. 

The  Second  Variation  is  a  little  more  restless 
in  character  than  the  first,  though  the  speed 
should  not  be  increased.  The  melody  will  be 
found  in  the  upper  tones  of  the  right-hand  chords. 

The  third  Variation  should  be  played  a  trifle 
faster  than  the  preceding  ones.  The  melody  is 
reflected  in  the  •  middle  sixteenth  note  of  the 
right-hand  groups,  and  these  notes  should  re- 
ceive a  very  slight  emphasis.  The  ascending 
scale  in  the  last  half  of  the  eighth  measure  should 
diminish  and  be  given  a  slight  ritardando,  fol- 
lowed by  a  tempo.  In  the  last  six  measures  a 
return  is  made  to  the  simple  style  which  char- 
acterized the  beginning  of  the  movement.  This 
Coda  is  to  be  played  quietly,  with  an  almost 
imperceptible  ritard  near  the  end.  The  last 
chord  should  sound  full,  but  not  too  loud. 

Third  Movement,  Allegro  assai 

The  last  movement,  marked  Scherzo,  is  in 
Rondo  Form.  The  Principal  Theme  extends  for 
twenty-two  measures.  It  is  played  in  a  rather 
humorous  'style.      Observe    the   ritardando   (15). 
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The  First  Subordinate  Theme  (23)  consists  of  a 
four-measure  phrase  followed  by  three  repetitions, 
and  should  be  played  stronger  and  more  bril- 
liantly than  was  the  Principal  'I'heme.  After  a 
rest  of  one  measure  the  Principal  Theme  re-enters 
(43),  when  the  style  which  characterized  its  first 
appearance  is  resumed.  Then  follows  a  modula- 
tory passage  (64)  based  upon  fragments  of  the 
Principal  Theme.  This  Episode  demands  an 
increased  tempo,  with  a  slight  ritardando  on  the 
last  two  notes  just  before  the  entry  of  the  Second 
Subordinate  Theme  (73).  This  Theme  is  in  two 
Parts.  Part  I  ends  with  a  perfect  cadence  (88). 
Part  II  extends  through  twenty  measures,  to 
the  return  of  the  first  part.  Thus  we  have  with 
the  Second  Subordinate  Theme  a  perfect  "Three 
Part  Song  Form." 

Next  comes  a  recapitulation  of  the  Principal 
Theme  (124)  in  G  major,  but  in  a  free  style,  with 
a  modulation  to  the  unexpected  Key  of  F  major. 
After  the  Principal  Theme  is  heard  in  this  Key 
(174),  a  transitional  period  of  eight  measures 
leads  us  back  to  the  Key  of  G  major  with  a  Third 
Subordinate  Theme.  This  theme  (189)  is  sounded 
against  a  Triplet  figure  accompaniment  which 
suggests  the  Development  Section  of  the  First 
Movement.  As  with  the  Second  Subordinate 
Theme  we  had  a  "Three-Part  Song  Form," 
with  the  Third  Subordinate  Theme  we  have  a 
"Two-Part  Song  Form."  Each  part  is  twelve 
measures  in  length.  Not  satisfied  with  one 
statement  of  this  section,  Beethoven  repeats 
the  whole  twenty-four  measures  with  a  few  al- 
terations. 

In  order  that  the  Rondo  Form  be  not  deviated 
from  it  is  necessary  for  the  Principal  Theme  to 
enter  for  a  third  time  and  conclude  the  piece. 
This  Beethoven  does  rather  abruptly  by  having 
the  Prirtcipal  Theme  lead  out  of  the  Third  Sub- 
ordinate Theme  (237)  with  the  Triplet  accom- 
panying figure  so  prominent  throughout  the  pre- 
ceding section.  [§  10] 

On  Slow  Practice 

§11.  Throughout  The  University  Course  of  Music 
Study  emphasis  is  laid  upon  the  value  of  slow 
practice.  The  student  may  have  heard  from  other 
sources  that  slow  practice  is  a  good  thing,  but 
out  of  a  hundred  students  of  the  piano  there  are 
hardly  two  who  have  grasped  the  full  meaning  of 
the  idea,  and  who  work  systematically  on  that 
principle.  It  requires  the  possession  of  the  rare 
virtues,  far-sightedness  and  patience;  but  it  is  the 

least  burden  on  patience  in  the  end  for  it  gets  the  nome  as  far  as  possible  without  completely  break- 
result  quicker  in  the  long  run.  ing  down.  By  increasing  the  tempo  step  by  step, 
As  to  HOW  slowly  to  practice,  perhaps. the  most  it  will  be  found  that  the  speed  at  which  the  scale 
comprehensive  law  is:  Practice  always  at  a  rate  can  be  comfortably  played  is  several  degrees  faster 
WHICH    prevents    MISTAKES    OF    ANY    KIND.      If     than  it  was  before. 
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one  makes  any  mistake  he  should  know  he  is  not 
])ractising  slowly  enough.  A  slow  enough  tempo 
permits  the  player  to  think  calmly  and  clearly  of 
note-perfection,  good  t(jne,  steady  rhythm  and 
correct  phrasing.  Experiment  will  demonstrate 
that  unfailing  accuracy  in  all  these  four  things 
requires  the  rate  of  practice  to  be  very  slow, 
indeed.  To  most  students  this  is  an  irksome  re- 
striction, for  which  they  do  not  sec  the  necessity. 
The  aim  and  end  of  the  whole  matter  is  to  play 
well,  with  ease  of  body  and  comfort  of  mind. 
One  cannot  expect  to  be  in  possession  of  these 
during  performance,  if  he  has  not  cultivated  and 
applied  them  fully  during  practice. 

The  mistakes  which  fast  practice  causes  may  be 
divided  into  two  classes:  those  of  which  the  stu- 
dent is  conscious,  and  those  of  which  he  is  uncon- 
scious. If,  in  his  endeavor  to  eradicate  any  con- 
scious fault  he  is  unwilling  to  slacken  the  speed  at 
which  he  is  playing,  he  will  on'y  strengthen  the 
tendency  to  make  the  same  mistake  again,  and 
he  will  be  so  busy  with  the  effort  that  he  will  be 
unable  to  discover  any  of  the  unconscious  faults 
which  are  so  quick  to  creep  in.  Slow  practice 
permits  quick  thinking,  and  since  the  task  of  the 
mind  is  greater  than  that  of  the  muscles,  efficiency 
requires  that  it  be  given  time  to  learn  its  part. 
Deliberation  is  an  economy  of  time,  and  even  the 
most  talented  student  has  need  to"  economize 
time,  seeing  that  in  music  he  has  such  a  world  to 
conquer.  [§  li] 

On  the  Use  of  the  Metronome 

§  12.  One  of  the  surest  methods  of  building  up  a 
velocity  technic  is  by  persistent  and  judicious  use 
of  the  metronome. 

Taking  the  C  major  scale  as  an  example,  let  us 
suppose  that  the  student  is  able  to  play  it  four 
tones  to  the  count,  the  metronome  set  at  72.  To 
use  the  instrument  as  a  means  for  securing  velocity, 
set  it  first  at  60  and  play  two  tones  to  the  count. 
Then  gradually  increase  the  speed  notch  by  notch. 
This  may  seem  rather  long  drawn  out,  but  by 
starting  the-  scale  at  a  slow  speed,  one  can  devote 
care  to  securing  exactness  in  fingering,  to  the  un- 
derpassing  of  the  thumb  and  an  even  touch  and 
thus  eventually  reach  a  greater  velocity  than 
would  be  possible  by  practising  at  a  tempo  that  is 
too  fast. 

After  the  scale  has  been  worked  up  in  groups  of 
four  to  120  and  can  be  played  with  ease,  set  the 
metronome  at  60  and  play  eight  notes  to  the  count. 
Again,  gradually  increase  the  speed  of  the  metro- 
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THE   UNIVERSITY   COURSE  GRADE    4,     BOOK    4.  STUDENTS'   ALRIDGED 

OP  MUSIC  STUDY  QUARTERLY    EXAMINATION  '^'^'^^ 

[If  more   space  is   required    write   answer  on   separate  sheet   and   identify   by   question    number  and    letter.] 

1.     How  does  variety  in  touch  and  accent  assist  in  developing  independence  of  the  fingers? 


(a)  How  may  the  scale-passages  in  thirty-second  notes   in   the   Studv,   by  Mayer,   be 
thought  as  single  units?     (b)   Is  the  measure  simple  or  compound? 


3.     In  what  measures  do  the  two  subjects  of  the    fvvo-voice   INVENTION,   No.   XV,    in  ^B 
7?iinor,  by  Bach,  first  appear,  and  in  which  voices? 


4.      (a)  Why  is  it  advisable  first  to  learn  the  left  hand   part  in  the  F  minor  STUDY,  by 
Cramer}     (b)  What  kind  of  figures  are  used  in  this  part? 


5.     (a)  What  is  a  Fantasia?     (b)  How  does  it  differ  from  a  Sonata? 


6.  (a)  What  is  a  Tango?  (b)  Describe  a  tempo  rubato,  such  as  is  recommended  to  be 
used  in  the  TANGO,  by  Albeniz.  (c)  ^Vhat  rhythmic  problem  is  prominent  in  this 
composition? 


[OVER] 


(a)  What  is  the  technical  difficulty  in  playing  Double  notes?    (b)  Which  are  the  more 
difficult,  Thirds  or  Sixths,  and  why? 


8.     When  is  the  fingering  |  t   required  in  playing  Double  Thirds? 


9.  (a)  How  many  themes  are  found  in  the  first  movement  of  the  BEETHOVEN  Sonata,  Op. 
14,  No.  12?  What  are  the  usual  divisions  of  the  movement?  What  are  the  Keys 
of  the  principal  subjects?  (b)  How  do  the  variations  in  the  second  movement 
differ  from  the  theme?  (c)  Give  an  outline  of  the  Rondo  form  used  in  the 
Scherzo. 


10.     Why  is  slow  practice  helpful? 


Student  Date         Examiner  Percentage 
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